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ABSTRACT
Ȍztürk, Halil Emrah. D.M.A. The University of Memphis.
May/2013 Darius Milhaus And Style Differences In His SonatineFor
Clarinet And Piano and Concerto For Clarinet And Orchestra, Major
Professor: G. James Gholson D.M.A.
Darius Milhaud was a twentieth century French composer who
composed several works for the clarinet. Sound richness and use of the
clarinet’s technical abilities made him one of the recognizable composers
of his time. For this paper, his two compositions for the clarinet have been
selected and analyzed; Sonatine for Clarinet and Piano and Concerto for
Clarinet and Orchestra.
Both pieces demonstrate Milhaud’s polytonal writing technique.
His use of polytonality and his idiomatic use of instrument range in his
compositions illustrate his character of music. The selected illustrate
different writing styles and unique compositional technique. With a period
of fourteen years between these two pieces, Milhaud’s musical mentality
went through a metamorphosis. He began to use more classical period
materials in his late compositions.
The analysis of his Sonatine for Clarinet and Piano and Concerto
for Clarinet and Orchestra will illustrate the style differences between the
two pieces. While he was composing his sonatine, Darius employed a
mainly bitonality and polytonality writing styles. Fourteen years later,
while composing his concerto, his compositional style turned toward a
neo-classical approach.
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CHAPTER 1
INTRODUCTION
This dissertation considers the French composer Darius Milhaud
(1892-1974). He was a twentieth-century composer, and one of the leading
composers of that used bi- and polytonality among his contemporaries. His
early compositions contain twentieth-century writing styles, such as
bitonality, polytonality, atonality, dissonance chords, and non-functional
chords. Later on his compositions are turn to a neo-classical writing style,
using functional and tonal chords, less dissonance, yet lacking a tonal
center within a classical style form. The purpose of the dissertation is to
point out the style differences between two of Milhaud’s compositions;
Sonatine for Clarinet and Piano and Concerto for Clarinet and Orchestra.
This dissertation begins with a brief biography of Darius Milhaud’s
life, and all his compositions for the clarinet will be introduced by the
work list chart. The next two chapters contain the analysis of the Sonatine
for Clarinet and Piano, and after which is an analysis of the Concerto for
Clarinet and Orchestra. In conclusion, the style differences between these
pieces will be discussed.
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CHAPTER 2
LIFE OF DARIUS MILHAUD
Darius Milhaud (1892-1974) was a French composer and teacher
who worked both in France and the United States. He was born in
Marseilles to a Jewish family. He grew up in Aix-en-Provence. While
Milhaud was young, he was extremely aware of all the voices around him
and mentioned this in his book entitled: “My Happy Life”1. Milhaud’s
family was committed to their Jewish tradition and religion. The whole
family dined together at Milhaud’s grandmother’s house, where he also
composed some of his major works. Music was intrinsic to the family. His
mother sang opera arias with her stunning voice and had lessons from
Louis Gillbert Duprez (1806-1896)2 who was a tenor and singing teacher
in Paris. Darius Milhaud’s father, Gabriel Milhaud, was an almond
merchant and an important person in music society. While he was not four
years old yet, Darius played duets with his father, a gifted amateur piano
player. After a while, Milhaud studied violin with Leo Bruguier, his first
violin teacher. Milhaud was always thankful to Bruguier and said “He
wanted to make a musician of me, not a virtuoso. Thanks to his teaching, I
made rapid progress, and could soon play sonatas with my father, and
transcriptions of classical symphonies.”3 Later on, Darius started to play in

1

Darius Milhaud, My Happy Life, trans. Donalds Evan, George Hall, and Christopher Palmer
(New York: Marion Boyars Publisher, 1995).
2
Darius Milhaud, My Happy Life, trans. Donalds Evan, George Hall, and Christopher Palmer
(New York: Marion Boyars Publisher, 1995), 30.
3
Darius Milhaud, My Happy Life, trans. Donalds Evan, George Hall, and Christopher Palmer
(New York: Marion Boyars Publisher, 1995), 31.

2

a string quartet with his violin teacher Bruguier. In 1905, he played the
Debussy Quartet and was impressed by Debussy’s music. Bruguier
encouraged Darius to study harmony. He composed his first composition:
Sonata in E minor for Piano and Violin, in 1927. In 1909, when he was
seventeen years old, Darius went to Paris for music education at the Paris
Conservatory where he had the chance to listen to many important
composers such as Ravel and Stravinsky.
His teachers at the Paris Conservatory who included Charles Widor
(1844-1937) and Andre Gedalge (1856-1926), believed that Milhaud’s
music was extraordinary and that he needed to compose in a variety of
musical styles besides what he was currently doing. However, according to
Milhaud, writing in the classical style was uninteresting. When he finished
his first quartet for strings, nobody understood his music except his first
violin teacher Bruguier; “When I played with the Bruguier Quartet, only
my beloved teacher understood what I was trying to say.”4
As mentioned before, Milhaud was an important composer and
teacher in his time. Ravel himself described Darius Milhaud as “probably
the most important of our youngest French composers.”5 In 1917, Milhaud
went to Brazil as a secretary of the dramatist and diplomat Paul Claudel,
where they worked on musical theater. In 1918, he returned to Paris. In the
4

Darius Milhaud, My Happy Life, trans. Donalds Evan, George Hall and Christopher Palmer (New
York: Marion Boyars Publisher, 1995), 43.
5
Barbara L. Kelly, Tradition and Style in the Works of Darius Milhaud (Burlington: Ashgate
Publishing Limited, 2003), 1.
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1920s, Milhaud and five of his friends decided to share their ideas for
composing. Each composer was writing in his or her own unique style in
opposition to Wagnerism and Romanticism. This group was later called
“Les Six” and consisted of Georges Auric (1899-1983), Louis Durey
(1888-1979), Arthur Honegger (1882-1974), Darius Milhaud (1892-1974),
Francis Poulenc (1899-1963), and Germaine Tailleferre (1892-1983). In
1922 Milhaud visited London, where he heard the Billy Arnold Jazz Band
from New York. In Vienna he met Schoenberg, Berg, and Webern: his
musical ideas were starting to take shape in his mind. Between the years
1920 until 1924, Milhaud started to write critique at the “Courrier
Musical”. In 1923 he wrote his famous article Polytonality and Atonality.
In 1933 to 1937, he composed music for films and kept writing critiques at
“Le Jour”. However, between 1935 and 1938 he composed little music.
In 1940, Milhaud immigrated to the United States because he was
on the Nazis’ list of Jewish musicians. He started to teach at Mills College
in California. In addition he was a teacher in Aspen for the summer music
school. In America, Milhaud once again heard jazz music and was
impressed with the style. Milhaud composed a number of his important
music which included his Concerto for Clarinet and Orchestra premiered
in 1946 in Washington, D.C. In 1946, Milhaud returned to Paris and
worked at Paris Conservatory as a professor of composition, but he
traveled back and forth from the Paris Conservatory to Mills Collage until
1971. In 1948, Milhaud’s health condition became decline and he started

4

to use a wheelchair due to rheumatic attacks. Darius Milhaud died in 1974
in Geneva. He was an extremely prolific composer, composing over 450
compositions. Among his more than 450 works, some twenty-one chamber
compositions that include the clarinet (see Table 1).

Table 2.1: Milhaud’s Works for Clarinet
Title

Scoring

Opus

Sonata

Flute, oboe, clarinet, piano

47

1918

Cocktail

Voice, 3 clarinets

69

1920

Sonatina

Clarinet, piano

100

1927

La mort du tyran

Mixed chorus, flute, clarinet, tuba,
percussion

116

1932

La faiseur

Flute, clarinet, saxophone, percussion

145

1935

Pastorale

Oboe, clarinet, bassoon

147

1935

Amal, ou la letter du roi

Piano, violin, clarinet

156

1936

Le voyageur sans
baggage

Piano, violin, clarinet

157

1936

Suite

Piano, violin, clarinet

157b

1936

5

Year

Table 2.1: Milhaud’s Works for Clarinet
Title

Scoring

Opus

Year

Jules Cèsar

Flute, clarinet or saxophone, trumpet, tuba,
percussion

158

1936

La duchesse d’Almalfi

Oboe, clarinet, bassoon

160

1937

Roméo et Juliette

Oboe, clarinet, bassoon

161

1937

Suit d’apres Cornette

Oboe, clarinet, bassoon

161b

1937

Scaramouche

Clarinet, orchestra

165b

1939

La médecin Volant

Piano, clarinet or saxophone

165d

1937

Macbeth

Flute, clarinet, bassoon, cello, trumpet,
percussion

175

1937

Hécube

Flute, clarinet, bassoon, trumpet, percussion

177

1937

La bal des voleurs

Clarinet, saxophone

192

1938

La cheminée du roi
René

Flute, oboe, clarinet, horn, bassoon

205

1939

Esquisses

Clarinet, piano

227

1941

Concerto

Clarinet, orchestra

230

1941

6

CHAPTER 3
SONATINE FOR CLARINET AND PIANO
Darius Milhaud composed his Sonatine for clarinet and piano in
1927 and dedicated it to the French clarinet player Louis Cahuzac (18801960). The piece contains three movements. Milhaud used polytonality
throughout the piece, between the clarinet and piano, and within the piano
part as well. From the beginning the central tonality is uncertain. The tonal
center of the melody suggests to be C, but the piano part unbalances this
stability by adding accidentals outside of the key signature.
First Movement
The movement is structures in a basic arch form, and contains four
sections. In this form, all of the recovering ideas refer back to the opening
material. The first section starts from the beginning until measures 11
(example 3.1).

Example 3.1: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 1-10.

7

Example 3.2: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 1-10.

In this section, the piano introduces the character of the whole
piece: the melodic descent from D to G in the very first measure
foreshadows the tonal plan of the piece. After the entrance of the piano,
the clarinet starts with a more improvisatory style. In measure 3, the piano
repeats the opening measure, while the clarinet plays an E minor chord
with arpeggios (example 3.2).

8

Example 3.2: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 1-3.

The piano continues with the last version of the D major seventh
chord until the end of the first section. In measure 8, a D major chord is
played in the left hand of the piano, while the right hand plays C major
seventh. Milhaud uses a polychord to blur the tonal feeling (example 3.3).

Example 3.3: Milhaud, Sonatine for Clarinet and Piano, first
movement, mm. 7-9.

9

The next measure starts with G in the bass line and B added in the
right hand. This action shows that he is preparing to reach the G major
chord. After that, in measure 11, there is a G major 4/2 chord, which
appeared at the beginning of the movement (examples 3.4-3.5).

Example 3.4: Milhaud, Sonatine for Clarinet and Piano,
first movement, m. 11.

Usage of seventh chords in the 4/2 version shows that Darius
Milhaud was thinking in terms of tonality. However, Milhaud intended to
blur the tonal feeling by using polychord combinations as well. Indeed,
measures 9 and 10 are used as a transitional passage to measure. Also, in
measure 11, the same plan appears in which the G major seventh chord
with an omitted fifth occurs (examples 3.4- 3.5).

10

Example 3.5: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 9-10.

A number of general questions arise. What is Milhaud using as the
first tonality, and what is the second tonality that he is using? Again, the
composer has organized the building blocks in order to not give a direct
answer, but he gives a few hints. The first notes of both hands produce an
F sharp - A sharp interval and the second notes produce G - B interval
(example 3.2). The F sharp - A sharp interval can be viewed as a G major
tonal feeling because the F sharp is the leading tone to G and A sharp is
the leading tone to B, which is the third of a G major chord. Again,
Milhaud does not want to give a clear feeling of the tonality of the piece.
As mentioned before, he gives some tonal hints to help the listener
understand his tonal concepts for the section. This point is the end of the
first section and the beginning of the second section (example 3.4). The
second section starts in measures 11 and continues until measure 34. After
measure 11, the tonality is blurred again. This time the composer uses two
tonal centers. Right after measure 11, it is possible to see B natural minor
11

in the right hand of the piano, while the clarinet part seems to be in E
natural minor. Later on, the clarinet plays all of the notes of B natural
minor as a pandiatonic use of these notes. The left hand of the piano blurs
the tonal feeling by playing a G major seventh chord and an A major
seventh chord which introduces a G sharp in the music in measure 12. In
measure 13, an E major seventh chord appears and in measure 14 a D
major seventh chord appears. These chords are constructed exactly like the
opening chords of the piece. However, the bottom notes of the piano are F
sharp, G sharp, and D sharp primarily, which are outside the key of B
minor (example 3.6).

Example 3.6: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 11-14.

12

Later, the clarinet also uses C sharp in addition to F sharp, which
gives the feeling of B natural minor in measure 13. The usage of the tonal
center in the clarinet and in the right hand of the piano shares common
accidentals. The chords in the left-hand part of the piano are used with
more freedom; they obscure the tonality, making it hard to talk about a
single tonal center in these passages
In measures 16 to 21, the melody and the accompaniment are
repetitive. This section mirrors the opening of the piece with some
changes: the left hand of the piano moves down a step, then, back up to
create a polytonal sound. Also, the sixteenth notes form leading tones as
they rise by a ninth. The melody in the clarinet part expands slowly and
introduces G sharp in measure 21. At the same time, the right hand of the
piano also uses G sharp, and adds D sharp in the left hand part in order to
obscure the tonal feeling in measure 20 (example 3.7).

Example 3.7: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 15-22.

13

Example 3.7: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 15-22.

The melody in the clarinet does not apply any other G sharps after
this point. In measure 28 the melody ends with an F sharp that emerges
from the melodic design. Meanwhile, the piano part plays a slight variation
on the material from measure 1, played down two octaves (example 3.8).

14

Example 3.8: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 23-30.

The third section starts in measure 34. Measures 30, 32, and 34
have the same material except up an octave each time (examples 3.8-3.9).

15

Example 3.9: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 31-35.

In measure 36, while the right hand of the piano plays a pentatonic
collection (C sharp, D sharp, F sharp, G sharp and A sharp), the left hand
mostly plays a chromatic line that creates a second tonal level, which
obscures the overall tonal concept (example 3.10).

Example 3.10: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 36-39.

16

In measure 35, the clarinet introduces a four-note motive (example
2. 9), that is the inversion of the initial motive of the piano in measure 1.
The chord tones in the piano are designed to ascend by diminution to a
three-note figure C sharp-C-D-C in the right hand, and D sharp-E-F-E at
the left-hand part. In measure 37, the melody in the right hand of the piano
introduces an A sharp. It is possible to see four layers in this melodic
design in measure 37: one in the clarinet, one in the right hand of the piano,
and the other two in the left. The clarinet becomes free and plays a melodic
cadence throughout the next four measures (example 3.10). The left hand
of the piano plays a pentatonic scale without E sharp and B sharp (example
3.11). Measures 40 and 41 are a clear example of polytonality, with C
sharp major in the right hand and C major in the left.

Example 3.11: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 40-43.
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Measures 44 to 47 are a variation on measures 36 to 39, but in
measures 44 to 47 the clarinet plays a perfect fifth lower than in measures
36 to 39 (example 3.12). The clarinet now uses five sharps.

Example 3.12: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 44-47.

This decreases to four sharps and the melody transfers to D flat
major in measures 51 and 52 (example 3.13).
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Example 3.13: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 48-53.

In measure 48, in the right hand part of the piano, the seventh
chords in third inversion with the fifths are omitted, but this time
arpeggiated. At the same time a chromatic design appears. In measure 48,
the right hand of the piano plays third inversion seventh chords with an
omitted fifth.
In measure 57, the texture changes from eighth notes to sixteenths;
this signals the start of the fourth section (example 3.14).
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Example 3.14: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 57- 59.

In measure 59, the texture changes again and the tones of the
opening sixteenth-note motive are used alternately in the clarinet and piano
as a quasi-recapitulation section. This same chromatic ascending motive
alternates between the clarinet and the right hand of the piano. G major
appears in measures 60 and 61. However, the left hand of the piano plays
F, E, and C sharp, which blurs this tonal feeling (example 3.15).
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Example 3.15: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 60-63.

Measure 72 seems to be the end of this section, because the
melodic design turns out to be taken from one of the previous sections,
which gives the strong impression that the piece is moving back towards
the beginning.
Measure 73 appears to be the starting point of a new section. This
section uses the melodic material of the third section in the clarinet. The
chords in the right hand of the piano came from the rhythmic patterns used
in measures 53 and 54, in the third section (example 3.13). As an example
of polytonal writing: the clarinet and top piano line are in C major, and the
left hand is in total opposition to that, playing E flat and G flat and only
occasionally touching on G natural (example 3.16).
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Example 3.16: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 72-76.

In measures 77-81, the clarinet imitates the melodic design from
the second section, especially from measures 20 and 21 (example 3.7), but
now the direction of the melody is reversed occasionally and the melodic
design is not stepwise. This is an example of polytonality: the levels have
been changed. It appears to be on three different levels at once: C in the
clarinet, F minor or B flat minor in the right hand, chromatically moving
around the B major chord on the first beat (example 3.17).
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Example 3.17: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 77-81.

The rhythmic design here comes from measures 36 -39 at the
beginning of the third section. Measures 82 to 87 are determined by the
melodic material used in the third section. However, it is possible to see
the texture of measures 12 to 15 in the A section in the piano part
(example 3.18).
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Example 3.18: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 82-89.

Measure 88 is a repetition of the opening measures of the first
movement (example 3.19).

Example 3.19: Milhaud, Sonatine for Clarinet and Piano,
first movement, mm. 91-95.
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Second Movement
The second movement of Milhaud’s Sonatine for Clarinet and
Piano is in ternary form: A-B-A.
Section A= measures: 1-13
Measures 15 and 15 are a transitory passage to the B section.
Section B= measures: 16-36
Measures 37 and 40 are a transitory passage to the A’ section.
Section A’= measures: 41-52
Codetta= measures: 54-58
In the A section, the clarinet plays the melody and the piano mainly
accompanies it with downward stepwise motion for the first five measures.
This idea continues at various levels after that. The melody can be phrased
as a’ - b - a’’. The first four measures contain phrase a. Measures 5 and 6
contain phrase a’, which is a diminution of phrase a, added as an
expansion of the initial phrase. Phrase b lasts from measure 7 to 10, and
measures 11 until 13 contain phrase a” (example 3.20).
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Example 3.20: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 1-15.
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The opening contains two harmonies. The right hand of the piano
moves down sequentially and the left hand is a stationary pedal (example
3.21).

Example 3.21: Milhaud, Sonatine for Clarinet and Piano,
second movement, m.1.

The melody from measures 2 to 4 suggest to be in A flat major.
Here, the composer deals with three lines: the right and the left hand of the
piano and the clarinet. All of them are using the notes of the A flat major
scale with pandiatonic use of the scale (example 3.20).
The D natural on the third division of the second beat in the first
measure is a non-scale tone which disrupts the tonal feeling. In the next
three measures, the bass in the accompaniment is identical while the
material in the right hand moves down sequentially, but this time no nonscale tones are used (example 3.22).
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Example 3.22: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 4-11.

The clarinet plays the notes in the key of A flat major. Looking at
the total of the five measures in phrase b, the numbers of tonal areas that
are used in the music is greater than at the beginning, including the sudden
tonal shifts forward and back. The harmonic ambiguity created by these
shifts is maintained, and at the end of phrase b, harmonic simplicity is
settled upon with the pandiatonic A flat that he started with.
In phrase a’’, the melody is in A flat major, but the accompaniment
shifts to G flat major (or E flat minor), ending with E flat - B flat. Without
the third of the chord, there is still more tonal ambiguity for this passage.
In the right hand of the piano part A flat, G flat, F, E flat, D flat, C, and B
flat appear. The left hand is moving down by step and ends on E flat. It
28

reaches the E flat chord by using a stepwise progression. If the third pitch
of the chord is G flat, the tonality is in E flat minor. The answer might lie
in the succeeding two measures, which are a short transition to the B
section. It is obvious that the notes of the A flat major scale are used in this
transition part. But, of course, this is not direct proof of the main tonality
because it is pandiatonic writing. Milhaud manages to blur the sense of
tonality once again (example 3.23).

Example 3.23: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 8-15.
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The B section is constructed on a melodic idea that appears in
measures 16 - 18, particularly the part that starts on the last beat of
measure 17 and lasts until the end of the next measure. This melodic
pattern in the clarinet is characterized by repetitions of the pitch C sharp
(example 3.24).

Example 3.24: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 16-19.

One of the other elements of this melodic structure in the clarinet
part is a three-note pattern, B - A sharp - G sharp, which gives the
impression of tonal centers in both G sharp minor and B major. Since this
element contains only a three-note pattern, there is not enough information
to be able to define a tonality. The third and last melodic element appears
in the first two beats of the 19th measure. It begins with an augmented
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fourth leap from F to B, and uses C as the upper neighbor of B. This forms
a four-note pattern: F - B - C - B. The other part of the section is a
combination of these three ideas. Then, in measure 21, the opening idea of
the B section returns. In the next measure, the first idea, which is the
second idea in the B section, is repeated (example 3.25).

Example 3.25: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 20-23.

The overall effect of these three elements, the ambiguous B major
emphasis, repetition on C natural which resolves to B at the end, and the
augmented fourth leaps between B and F, makes B the tonal center of the
melody.
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The combination of the melodic ideas mentioned above shifts up an
octave twice during the section. The first shift occurs on the last large beat
of measure 27; the second occurs in the beginning of measure 33.
Moreover, in measure 27, the left hand of the piano part plays F, B and C,
B which brings the clarinet and piano together motivically (examples 3.263.27).

Example 3.26: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 24-27.
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This permanent melodic motif is played in three different octaves
during the section. In between these shifts, there are other notes added to
the music that do not belong to the three ideas mentioned before. These
notes tend to have a melodic fill-in function between the octave shifts. The
first idea mentioned above, the repetition of C resolving down to B, is the
most important idea of the section. It is imitated in the piano in measures
19 to 23. The number of imitations increases gradually through measure
23. In measures 19 to 21 the imitations are placed in the right hand part
only, while in measures 22 and 23, the left hand also follows the imitations
on the right hand (examples 3.24-3.25).
The third idea, the augmented fourth leap in the clarinet,
appears in the piano part in measure 26. In the middle of the measure the
chromatic design of the bass is broken by a leap from F to B. Here the
third idea of the section is adumbrated. The right hand of the piano plays
four or five notes of the chromatic scale, but sometimes leaps are inserted
to break the monotony, and create a melodic shape. Also, the piano is
higher than the clarinet in measures 24 to 27 in contrast to a previous
equality in range. The piano leads to an upward octave shift by applying
larger melodic leaps; the clarinet responds to this by an upward octave
shift of its own. The piano pushes the clarinet towards playing in the high
register to make the melody feel combative. The clarinet stays the melody
strongly despite pressure from the piano to leave the general melodic
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range. While the same melody repeats at a higher level, a simple tension
turns into a real and serious one (example 3.26).
The design of measures 28 to 32 is similar to the earlier design
before measure 28, with just one difference: this time the clarinet suddenly
shifts up for the third time, without being pushed by the piano with using
polychords to push the harmonic tension. The piano quickly adapts to this
sudden shift by shifting with the clarinet.
The B section ends with a melodic cadence in C/G in measure 36.
There is once again polytonality. While the piano is playing C and F, the
clarinet resolves to B in measure 36 (example 3.28).

Example 3.28: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 31-37.
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Example 3.28: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 31-37.

The next four measures (measures 37 to 40) function as a transition
back to the A section. The bass part in the piano has the chromatic scale,
while the upper part plays the notes of A flat major (example 3.29).

Example 3.29: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 38-41.
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The second A section is different from the first A section, and
because of this it is called section A’. There are small differences between
the section A and A’: in the piano part a third layer is added, which makes
the whole section look different from the first section. Grace notes are
added to the piano. In the clarinet, everything is the same until measure
51. The last large beat of measure 51, the clarinet starts to play the last
ending section (example 3.30).

Example 3.30: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 42-45.

In measure 42, the grace notes transform from mere ornaments to
become an integral part of the melodic texture. In measures 47 and 48, the
repeat of the moving bass part in the piano is providing the polytonal
element (examples 3.30-3.31).
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Example 3.31: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 46-51.

The last five measures form the codetta of the movement. The
permanent material from the B section is used in the piano, while the
clarinet applies a register transfer to the low E flat by extended notes,
becoming a part of the final chord. The piece ends with the Phrygian
motion of E flat (example 3.32).
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Example 3.32: Milhaud, Sonatine for Clarinet and Piano,
second movement, mm. 52-58.
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Third Movement
This movement is in a through-composed form. The sections are
labeled as A-B-C-D and coda.
Section A= measures: 1- 14.
Section B= measures: 14-23
Section C= measures: 24-46
Section D= measures: 47-60
Coda section = measures: 61-82
The opening material in the A section in the piano is derived from
the opening material of the first movement. This occurrence of the theme
is more expensed and the left-hand of the piano uses seventh chords with
omitted fifths. Then, the opening material of the third movement is
imitated by the clarinet in the third measure. Each beat of the third
measure, the bass notes and the lowest notes in the right-hand part of the
piano produce the same seventh chords as in the opening measures of the
movement. After the fourth measure, the bottom notes (of the right-hand
or the left-hand) are the same, but the rest has been changed. The seventh
chord is no longer there, because Milhaud leaves out the root note
(example 3.33).
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Example 3.33: Milhaud, Sonatine for Clarinet and Piano,
third movement mm. 1-14.
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The design in measure 6 of the piano is another pattern for the
accompaniment part. In measure 8, the clarinet plays new melodic
material. The accompaniment part alternates between three different
textures: the first texture is in the first measure, the second texture is in
measures 3-4, and the third texture is in measure 6 (example 3.33).
Beginning in measure 6, there is a melodic organization which consists of
a major second plus a minor third that appears in measure 8. The sixteenth
notes on the first beat of measure 4 in the clarinet are organized in the
same way as well. Third leap takes place after these sixteenth notes. In the
piano, this leap appears in measure 2. Together with the sixteenth notes in
the clarinet, this leap forms the second portion of the melody. In measure
5, the clarinet imitates measure 3 of the right hand of the piano,
introducing the pattern of sixteenth notes and the third leap three more
times. In measure 8, the clarinet introduces a completely new idea. It
creates a quasi-funny, mocking effect. Until measure 14 (the end of the
section A), there is an alternation of this new idea from measure 8
(example 3.33).
The starting point of the B section is in measure 14 for several
reasons. First, the dynamics suddenly decrease to mezzo-piano. Secondly
the melody, as a derivation of the previous lines, is forming a new shape
with arpeggiations and grace notes that did not appear before. Until the
beginning of measure 14, the melody in the clarinet uses the C major tonal
region. In measure 13, only a C sharp and B flat are added to the music,
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which does not fit into any tonal region. The right-hand of the piano is still
in the C major region. The left-hand of the piano is using other tonal
regions. The texture of the accompaniment part is changing and becomes
less complicated with the eighth notes in measure 13. The B section ends
in measure 23 (examples 3.34).

Example 3.34: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 11-27.
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Example 3.34: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 11-27.

The C section starts at measure 24. The beginning of the
section carries the character of the sixteenth arpeggios from the previous
measure with a different pitch design. After a four-measure piano solo, the
clarinet introduces new melodic material in measure 28 while the piano
continues to apply the arpeggios from the end of the B section (example
3.35). This pattern is interrupted at measure 30 by the arpeggios
disappearing and a rhythmical and harmonical change in the ambience.
The material used in measure 30 lasts until measure 33 and interrupts the
main structure of the C section (Example 3.35). In measures 36 and 37, it
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is possible to notice the same interruptive structure from measure 30
(Example 3.35). At this point, the sound of the piano is similar to the righthand part from the opening, especially after the first half of measure 36.
Another interruption occurs in measure 41. This time, a more familiar
version of the opening melody takes place, in inversion. At the beginning
of the section, in measure 24, the melody gives the impression of an F
minor tonal center by using only B flat at the piano. After that, the melody
moves to the A flat major region then to the G flat major. The last melodic
phrase starts in B flat major in measure 45, and this section ends measure
46 (example 3.35).
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Example 3.35: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 23-45.
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Example 3.35: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 23-45.

The D section starts in measure 46, with a piano solo. In measure
47, the first arpeggio is very similar to the opening arpeggio of the first
movement by using the same material in the piano (example 3.36).
Moreover, it is still possible to see the same group of notes that fit into the
major second and minor second pattern that appeared before at the
beginning of the movement in measure 6 in the high notes of the left hand.
In measure 49, the melodic idea of the section C is varied (example 3.36)
In measure 51, the characteristic melodic line of this section appears
in the clarinet. The quintuplets heard in the first section are used again to
provide rhythmic variety here as a development section (example 3.36).
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Example 3.36: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 41-61.
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Example 3.36: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 41-61.

The coda section starts in measure 61, and the melody and the
structures are similar to the piano part in the opening of this movement. In
the clarinet, the phrase appears from the opening of the third movement.
From measure 64 until measure 73, while the piano alternates different
accompaniment figures from section A, the clarinet has a repetition of the
same group of notes in varied rhythmic figures. In measure 73, the usage
of varied rhythmic figures is applied to another group of notes in the
clarinet, while the piano is continuing to apply the elaborated
accompaniment texture from the beginning material of the movement
(example 3.37).
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Example 3.37: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 58-78.
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Example 3.37: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 58-78.

The structure direction of the accompaniment does not change
much, compared to section D. The melodic line becomes more stable and
switches back to the C major tonal region. The piece ends in C major with
octave Cs on the last beat in the last measure (example 3.38).
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Example 3.38: Milhaud, Sonatine for Clarinet and Piano,
third movement, mm. 75-82.

The performance of twentieth-century pieces is very complicated
for musicians because of the fact that most of the pieces from the twentieth
century have their own technique and style. Recognizing the tonality, the
notation style, and the form helps the musician to understand the piece.
Having a strong grasp of the tonality is extremely important for the
musician because it gives one the ability to understand the tonal bridges
between each phrase and each section.
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The first movement of the Sonatine is an arch design, which is a
form that repeats musical sections. The sections share the same thematic
elements. The arch form contains variations of and transitions to each
theme of the movement. The whole first movement is cyclical and
Milhaud uses multiple tonal areas to blur the tonal feeling.
The second movement of the Sonatine is in ternary form or A-B-A
form. The A sections are very similar; the B section contrasts with them.
The second movement starts with a peaceful and dramatic ambiance. The
complete register of the clarinet is used skillfully by the composer.
The last movement of the Sonatine is through-composed. In this
movement, it is hard to find the sections or repetitions. Polytonality adds
color and excitement to the movement. According to Milhaud, polytonality
gives the composer more freedom and more ability to play with the
harmonic structure.
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CHAPTER 4
CONCERTO FOR CLARINET AND ORCHESTRA
In 1941, Darius Milhaud composed his Concerto for Clarinet and
Orchestra during a visit to the United States. The concerto was
commissioned by the famous jazz clarinet player Benny Goodman. For
some unknown reason, Goodman refused to play the completed work. The
premiere of the piece played by Richard Joiner (1918-1999) in 1946 in
Washington D.C. According to Milhaud’s catalogue, this composition is
listed as opus 230.1
The first movement starts with an orchestral entrance. The clarinet
follows the orchestra with a singing style in the key of B-flat. The second
movement is more rhythmic than the first movement. It finishes the way it
starts, in G major. After the short second movement, the third movement
starts with a slow tempo. In this movement, the player can exhibit
excellent range and timbre of the clarinet. The fourth movement returns to
the fast and dynamic tempo; it resembles the second movement in the use
of small phrases. After the entrance of the orchestra, the clarinet plays the
same melody. Later on, the clarinet part becomes more complex.

1

Darius Milhaud, Concerto for Clarinet and Orchestra, op.230 (Elkan-Vogel Co Inc., Publishing, 1942).
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First Movement
The form of the first movement of the concerto is ternary: A-B-A’
+ coda.
Section A= measures: 1- 40
Section B= measures: 40 -74
Section A’= measures: 75 - 103
Transition section= measures: 103 - 116
Coda section= measures: 116 - the end.
This transitional part connects to the coda in measures116. Each
section has a sort of subsection, especially the A and A’.
The beginning of the concerto, which is the A section, starts with a
stable subsection and it lasts until measure 5. This passage appears to be in
B flat. A short transitional passage starts in the same measure, and the
tonal instability increases during measures 5 and 8. Right after that, a
relatively stable area begins and lasts until measure 17. In this area the
main tonal feeling is B flat. However, unexpected accidentals appear in
measure 13. There is an A flat in the clarinet, and in measure 15, a G sharp
in the piano. These accidentals show that the tonal center has a tendency
to change and blur at any time. The tonality has instability until measure
26 (example 4.1).
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Example 4.1: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 1-18.
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After measure 17, the instability increases and lasts until measure
26. At this point, the third stable area starts in measure 17, between
measures 17 and 26, the second relatively unstable section starts. This
tonal instability is achieved by altering the root of the triadic chords as in
measure 19. At the same time, in measure 19, two different triads, E flat
major and F major, are arpeggiating simultaneously. Meanwhile, the
clarinet plays additional polytonal element, being in A major then F sharp
major, against E flat and F in the orchestra part (example 4.2).

Example 4.2: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 19-34.
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Example 4.2: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 19-34.

In measure 26, the third relatively stable subsection starts and lasts
until measure 35. The clarinet gives the impression of C major tonality in
measures 26 and 27. However, in the orchestra part, F6/4 and the C6/4
appear, and which carries the tonality to either C major and/or F major.
Shortly after, the clarinet plays a small chromatic passage in
measures 31 and 32. In measures 29 through 31, the piano is in B flat
major. The pitch of A flat appears in measures 28 and 29, and it gives a
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feeling of E flat major (example 4.2). The third relatively unstable area
starts in measure 35 and continues until measure 40. The orchestra applies
similar technique to the one that appeared in the first relatively unstable
section. The beginning and the conclusion of this section is pushing toward
an A minor tonality (example 4.3). The section A’ is similar to section A.

Example 4.3: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 35-41.
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Section B starts in measure 75. In this section, the clarinet and the
orchestra have a feeling of B flat major by using B-flat and E-flat at the
right hand of the piano. Especially, in measures 75-80, the piano is in B
flat tonality. The clarinet contains the melody of the section. In measures
79, 80, 81, and 82, the first relatively unstable passage starts with the
orchestra and the clarinet by using accidentals rather than B flat tonal
feeling and lasts until measure 83 (example 4.4).

Example 4.4: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 75-83.
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Example 4.4: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 75-83.

The second relatively stable area begins with B flat feeling in
measure 83 and lasts until measure 89. Between measures 83 and 89, A
flat, D flat and C flat appear with additional tonal feeling. Usage of
bitonality became clear by touching A flat tonal feeling when using B flat
as a central tonal idea (example 4.5).
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Example 4.5: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 81-89.
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The second relatively stable passage starts in measure 100 and lasts
for three measures (example 4.6).

Example 4.6: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 87-101.
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Example 4.6: Milhaud, Concerto for Clarinet and
Orchestra, first movement, mm. 87-101.
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Second Movement
The second movement of the Concerto for Clarinet and Orchestra
contains rhythmic structures from the first movement of the concerto.
Overall, the ambience of the second movement is dance-like in character.
The second movement is in sonata- rondo form. The sections can
be labeled as A-B-A’-C-A” and coda.
Section A = until measures: 17
Section B = measures: 24-37
Section A’ = measures: 39-44
Section C = measures: 49-57
Section A” = measures: 64-81
Coda section= starts in measures: 86 to end.
Between the sections, there are transitions. All of the transitional
phrases use thematic elements from measures 18 and 19, which are the
first transition of the movement. Only one transition, between the section
C and A”, does not use the same elements.
The section A is labeled as a-a’-b-a” phrases. The first phrase
contains 5 measures from the beginning of the second movement. This
phrase starts in C major and continues until right before the clarinet joins.
After the clarinet comes in, the tonality clearly merges into G major.
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Milhaud uses the effect of dominant chord and two tonalities at the same
time to blur the tonal feeling (example 4.7).

Example 4.7: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 1-8.

The second phrase of section A might be labeled phrase a’ in
measures 7 and 11. The composer uses the same rhythmic material from
phrase a, but the tonal structure is reversed. Also in measures 12 and 13,
phrase b appears. This phrase seems to be in G major. However, while the
clarinet plays phrase b, the beginning of the movement appears in the
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piano. In this place, two different structures interlace at the same time
(example 4.8).

Example 4.8: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 5-15.
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Example 4.8: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 5-15.

The last a” phrase appears in measures 14 and 17 which is the
shorter version of phrase a, and the tonality seems to be in B flat (example
4.9).

67

Example 4.9: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 13-18.

The A section starts in a C major feeling for both clarinet and
orchestra even though the tonal center is in G major. Right after, a G major
tonality becomes clear just before the clarinet entrance in measure 2.
While the orchestra is playing G major, the clarinet keeps the first tonality,
which is C major. Once more, the composer obscures the tonality
(example 4.7).
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The phrase b appears to be in G major in both parts. In this specific
place, the orchestra plays the beginning structure of the movement
(example 4.10).

Example 4.10: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 9-15.
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Section B starts in measure 24 and ends in measure 37. This
section might be divided into three phrases, labeled as c-c’-c”. All the
phrases have the same material with minor alterations. The repeated idea
starts in measure 24 and lasts until measure 29. This four- measures
structure repeats until the end of the section B (example 4.11).

Example 4.11: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 22-27.
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A repeated structure starts in measure 24 and continues until
measure 29. These four measures are repeated by the orchestra until the
end of the B section. The orchestra is more ambiguous until the end of the
section B (examples 4.11-4.12).

Example 4.12: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 28-30.

In measure 28, the orchestra plays in E major and the chord
progression of the same chord. In the next measure, the orchestra plays in
an A flat tonal feeling while the clarinet starts playing chromatics. In
measure 30, the accompaniment turns to be in a B flat tonal feeling.
The A’ section starts at end of the measure 39. This section is a
relatively short section. The thematic part of the section is in four measure
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phrases. The language of the tonality is not clear until the end of the
section, which seems to utilize the notes of C major. In measure 43, a C
major tonality is clearer. This is the first time that both the clarinet and the
orchestra have played in the same tonality. In measure 43, the tonal
feeling is clearly C major, but in measure 44, it has merged to G sharp
minor seventh and in the second beat in G major (example 4.13).

Example 4.13: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 37-45.
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Example 4.13: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 37-45.

The section C starts in measure 49 with the F major tonal area.
However, in measure 48, the tonality is shifting on every beat. The first
beat of measure 48 is in B flat minor, the second beat is C minor, the third
beat is in an A flat major, and the fourth beat is in E flat major. Then the
tonal feeling shifts. Both parts use the same tonal center again (example
4.14).
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Example 4.14: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 46-59.
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Example 4.14: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 46-59.

The section A” starts in measure 64 and is similar in design to the
section A. This time the thematic idea is played by the orchestra. From the
beginning of the section, which is measure 64, the clarinet plays the same
thematic idea with the orchestra. In measure 66, the orchestra plays the
material the clarinet has been playing since the beginning of the second
movement. At the beginning of the second movement, the theme is played
by the clarinet in G major, but the accompaniment plays the same theme in
C minor in measure 66 (example 4.15).
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Example 4.15: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 63-70.

76

At the beginning of the section A”, the F major tonality is used as a
main tonality. The clarinet mainly plays in an F major tonal area. The
orchestra plays chords based in the F major area. The clarinet is more
stable than the accompaniment regarding tonality. In measure 70, the
orchestra plays model elements of E flat while the clarinet part is still in F
major center (example 4.15). The A” section applies both B flat major and
F major areas. The restatement of the first phrase of the section starts in B
flat major both in the clarinet and the orchestra parts (example 4.16).

Example 4.16: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 73-80.
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Example 4.16: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 73-80.

The last section can be labeled as A”’ or as a coda section of the
movement. This section starts in measure 81 and lasts until the end of the
movement. The coda section has a similar structure to the previous
sections, but this time, the clarinet in measure 87 plays the typical melodic
line of the movement. Basically in this A”’ or coda section, it is possible
to find materials from every section of the second movement (example
4.17).
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Example 4.17: Milhaud, Concerto for Clarinet and
Orchestra, second movement, mm. 86-91.
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Third Movement
The third movement is the slow movement of the concerto. It is
marked ‘slowly’ at the beginning of the movement, and it is in ternary
form, A-B-A.
Section A = until measures: 51
Section B = measures: 51-84
Section A’ = until measures: 105
Coda section= measures: 105 through end.
The A section contains three subsections. The first subsection starts
from the beginning of the movement and ends in measure 18. The second
subsection begins in measure 18 and lasts until measure 36. The third and
last subsection is from measure 36 until measure 51. Together the
subsections form a ternary a-b-a’. According to the first A section’s form,
the whole movement can be labeled as A-B-A’-C-A-B plus CODA. This
form can be labeled compound ternary or large rondo form. The C section
is the development of the movement.
The first A section of the third movement of the concerto contains
a number of small phrases, a-a’-a”. The phrase a starts at the beginning of
the movement and ends in measure 6. In measure 7 until 10 is the phrase
a’ (example 4.18).
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Example 4.18: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 1-10.

The phrase a” starts in measure 11 and lasts until measure 17
(example 4.19).
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Example 4.19: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 11-20.

The phrase a and a’ have similarities, such as the melodic structure.
The phrase a’ has the same melodic design and is a transposed version of
the phrase a. However, the phrase a” has more dramatic changes.
Measures 13 and 14 are inserted and the texture of the accompaniment
becomes thinner than before. Also in measure 14, the block chords are
used (example 4.19).
At the beginning of the section A, both hands of the
accompaniment play a dominant-tonic melodic pattern. However, while
the right hand of the accompaniment is playing this melodic pattern in B
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flat major, the left hand is in A flat major. In general, this movement’s
tonality is in A flat because the clarinet is always resolving to A flat
(example 4.20).

Example 4.20: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 1-5.

The accompaniment phrase a” continues to combine those two
tonal areas. In measure 13 and 14, the chords are constructed with fourths.
The chord in measure 13 is constructed on a B flat. In measure 14, the
block chromatic chords are used. C sharp minor appears in measure 15,
and in measure 16, tonality is B flat major with suspended fourth. In the
final cadence of the A section, the melody ends with A flat (example
4.21).
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Example 4.21: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 16-17.

According to compound ternary form, the B section starts in
measure 18. In this section the musical structure of the section B is lighter
than the section A. The B section starts with a relatively simple harmonic
structure. The left-hand of the piano has B flat tonal feelings (example
4.22).

84

Example 4.22: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 16-20.

The phrases of the B section can be viewed as b-b’-c-c’. The
phrase b starts in measure 18 and ends in measure 21. The b’ phrase is in
between measures 22 and 26. Phrase c starts in measure 27 and lasts until
measure 30. Each repeated phrase has a harmonic change. The b phrase
tents to be in B flat, the phrase b’ is in E flat. In the c section, the
dominant harmony tends to be in the G-flat major area by using G-flat as a
bass note in the left-hand of the accompaniment from measure 27 to 30
(examples 4.23-4.24).
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Example 4.23: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 16-25.

Example 4.24: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 26-33.
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Example 4.24: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 26-33.

This chord progression creates tension in the music and is a
transition between phrases. Until measure 25, the progression continues. In
measure 24, A-flat resolves to G at the end of the measure and merges to
an E-flat chord. In measure 27, the beginning of the phrase c, the structure
and harmony is simplified (example 4.23).
The phrase c has a little melodic variety on the clarinet. In this
place the tonality seems to be in the F major tonal center. The
accompaniment part plays in the B-flat major tonal center at the beginning
of the phrase. Then, the second measure of the phrase c, in measure 28,
contains chromatic passage. However, in measure 29, tonality is in G flat
major, and it is simplified again. The A flat major area is the ending
tonality for the phrase c in measure 30 (example 4.23).
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The A’ section starts in measure 36. The main differences between
the A and the A’ sections are seen in the accompaniment part in the A’
section. The harmonic language becomes more ambiguous. The section a”’
starts with a combination of F major and E-flat major. Then, everything
leads to the block chords with fourths, which were used in the section A as
well. The section A’ ends in B-flat major area. The A’ section has the
same melodic structure as the A section, but the melody has been
transposed from A-flat to B-flat (example 4.25).

Example 4.25: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 35-41.
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Example 4.25: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 35-41.

The C section starts in measure 51. This section is a developmentlike section. The section starts with the same structure as the c phrase of
the B section (example 4.23). The C section’s phrases have different
structures. In measure 51, the first phrase starts with constant eight notes
and ends in measure 55 in F major (example 4.26)
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Example 4.26: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 50-54.

In this phrase, the clarinet plays a faster rhythmic passage. After
that, the second phrase starts in measure 55 in combination with a slower
rhythmic pattern until measure 58 (example 4.27).
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Example 4.27: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 54-59.

In the next phrase, from measures 59-63, the rhythmic structure
elongates. However, in the last measures of the next phrase, in measures
64-67, the rhythmic structure is shortened. In general, all the phrases in the
section C are in the F major and D minor tonal center (example 4.28).
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Example 4.28: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 64-67.

Following the phrase presented from measures 68-71, the rhythmic
values of the notes get smaller. This contributes to the excitement of the
piece, and this is the most technically challenging passage of the third
movement (example 4.29).

Example 4.29: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 68-71.

92

In measure 71, the tension of the rhythmic movement slows down
until measure 83. By using rhythmic motions, the section becomes a
natural transition section to the A” section. The A” section starts in
measure 84. In the clarinet, the section has some melodic variation but
mainly reflects the melodic material from the A section (example 4.30).

Example 4.30: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 83-86.

In this section, the harmonic language is around the F major and C
major tonal areas. The section B starts in measure 105. In this section note
values are highly small and it makes the passage challenging. Overall, the
section has block chords constructed on an A-flat tonality. The section
finishes in A-flat major/minor chord. This final excitement provides
momentum as it leads to the coda (example 4.31).
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Example 4.31: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 103-112.
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Example 4.31: Milhaud, Concerto for Clarinet and
Orchestra, third movement, mm. 103-112.
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Fourth movement
The fourth movement of the concerto is marked “lively” and it is in
through-composed form. The principal melody is in the orchestra part until
measure 14, and the theme consists of three parts. The first melody starts
in measure 1 and ends in measure 4. The second melody is from measures
5-8, and the third melody is from measures 9-12. However, measures 11,
12, and 13 works as a transition to measure 14 where a new melody will be
played by the clarinet (example 4.32).

Example 4.32: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 1-13.
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Example 4.32: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 1-13.

In measure 14, the clarinet plays a new melody. The orchestra
plays block chords to accompany the clarinet. When the clarinet plays the
melody in measure 14 the tonality is in a C major. In the beginning of the
fourth movement, the orchestra performs the melody in the F major tonal
area (example 4.33).
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Example 4.33: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 14-25.
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Example 4.33: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 14-25.

The clarinet stops playing its melody in measure 25. At this point,
the accompaniment continues to play as a transition to measure 29. In
measure 29, the clarinet plays one part of the opening melody which
appeared in measure 5 of the orchestra in the same F major tonal area as
the opening (examples 4.33- 4.34 and 4.35).
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Example 4.34: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 26-28.

In measure 33, the clarinet plays the part of the same opening idea
which is played by the orchestra. In general, Milhaud uses two melodic
ideas for the entire fourth movement. They are the two main melodic ideas
from the orchestral entrance and from the clarinet’s melody in measure 14
(example 4.35).
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Example 4.35: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 26-31.

Overall, Darius Milhaud applies a melodic evolution, which starts
with a loosely related texture. In measure 35, the arpeggios start in the
clarinet and last until measure 39 as a transition area to measure 39
(example 4.36).
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Example 4.36: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 35-41.
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In measure 39, a new melodic idea appears, but it does not last for a
long time. In measure 43, the orchestra plays block chords in the key of G
major except the end of the chord which is E major right before measure
44 (examples 4.36- 4.37).

Example 4.37: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 42-44.

In measure 44, the clarinet starts to play a transitional passage, and
in measure 46, the orchestra joins to the clarinet. Measures 46 and 47 are
reminiscent of the first melody of the movement, and they serve as a
gradual transfer of the thematic material from the orchestra to the solo
clarinet. In measures 51 and 52, it is possible to hear the first theme while
the clarinet plays in an improvisatory character (example 4.38).
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Example 4.38: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 45-54.
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Measures 55 to 57 serve as a transition passage to the measure 58.
Measure 62 to 64 is a reminder of the main melody from the beginning of
the movement, and it is in the key of G major (example 4.39).

Example 4.39: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 55-62.

In measures 65 to 69, it is possible to see the main melody with the
rhythmic structure from the beginning of the fourth movement. The
tonality is in F major again, as at the beginning of the fourth movement
(examples 4.40- 4.41).
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Example 4.40: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 63-72.

In measures 70 to 83, the orchestra plays the main melody. In
measure 71, the E-flat tonal area appears in the orchestra. In measure 80,
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right before the main melody comes in measure 84, the tonality becomes G
major (example 4.41).

Example 4.41: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 69-84.
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Example 4.41: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 69-84.

In measure 84, the principal melody of the clarinet appears in the
clarinet once more. The tonality is in F major, which is the main tonal
center for the fourth movement (example 4.42).
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Example 4.42: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 82-87.

In measure 91, the clarinet and the accompaniment play the part of
the main melody. The orchestra plays the very opening melody completely
in F major. The clarinet plays the melody which appeared in measure 14 in
the clarinet part. Fundamentally, both the orchestra and the clarinet are
playing their own melodies in the same tonality. In measure 93, the
clarinet plays in an improvisatory style to accompany the orchestra’s
melody (example 4.43).
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Example 4.43: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 91-96.

From measure 101, it is possible to see the rhythmic structure from
the beginning of the movement both in the clarinet and the orchestra.
Especially, in measure 106, the orchestra plays the same rhythmic material
which the clarinet played in measure 14. Milhaud might have thought that
this section functioned as a coda section or sort of ending by using all the
materials. The movement finishes in F major like the beginning (example
4.44).
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Example 4.44: Milhaud, Concerto for Clarinet and
Orchestra, fourth movement, mm. 100-109.
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The first movement of the concerto is fast and in ternary form, AB-A plus coda. After the entrance of the orchestra, the clarinet plays a long
and expressive dance-like melody. The clarinet part has technically
challenging passages at the end of the movement.
The second movement is in classic rondo form, A-B-A’C-A” and
coda. In this form the main theme repeats many times with variations and
transpositions. The other sections contain different musical themes from
the A sections. The movement starts with rhythmic motion, and the
melodic phrases are short and articulated.
The slow movement of the concerto is the third movement. It is
composed in compound ternary form and one of the sections is subdivided.
The clarinet part exhibits the timbre and the range of the instrument.
The most important points for this fourth movement of the
concerto are the transitions. They are mainly improvisational in style, and
they gradually lengthen as the number of the variations increase. This is
achieved by using motives from both parts of the theme and using
different rhythmic structures freely.
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CHAPTER 5
CONCLUSION
This paper considers the Sonatine for Clarinet and Piano and the
Concerto for Clarinet and Orchestra by the French composer Darius Milhaud.
The reason for analyzing these two particular pieces is to recognize the writing
style differences, since they have been written in different time periods of
Milhaud’s life. He was a composer in the neoclassicism period. After giving
basic information about the neoclassicist writing styles, the conclusions from the
analyzed pieces will be drawn.
Darius Milhaud was one of the most remarkable French composers of
the twentieth century and the neo-classic period among others such as Igor
Stravinsky (1882-1971), Sergei Prokofiev (1891-1953), and Francis Poulenc
(1899-1963). The difference between Milhaud and his contemporaries is his
wide perspective of music and music culture because of his journeys to many
countries resulting in the blending of his composition technique with the
different cultures. Due to this reason, Milhaud’s compositions employ different
styles and music genres.
The term of neoclassicism appeared between two World War, and refers
to a reaction composers had to the music style of the late romantic era. After the
rigid effects of World War I, composers utilized seventeenth and eighteenth
century compositional style to reach clarity, balance, stability, purity and
unrestrained emotionalism in their compositions. Neoclassicism remained solid
from 1920’s through after 1945’s. After war, many composers inclined to merge
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to the neoclassical writing style. Especially French composers tried to find new
style against Teutonic compositional style. In the first period of the twentieth
century, composers started to use the compositional techniques of the classical
period. The reason for this was to return to simplicity and move away from
atonality, dissonant writing styles, and the complexity of the twentieth century
compositional style. In this way, the composers aimed to have more listeners
and to be understood by the audience. Also, they wanted to write in a more
contrapuntal style with a stable rhythm and use the older style form for the
composition. Some compositions of the neoclassicism period carry the style of
the baroque period by using the canon style which belongs to the seventieth
century.
Milhaud composed his Sonatine for Clarinet and Piano in 1927 while he
was thirty-five years old. At this time he had already returned from Brazil to
Paris. Also, he wrote his famous articles Polytonality and Atonality and The
Evaluation of Modern Music in Paris and Vienna in 1923. Sonatine for Clarinet
and Piano is approximately seven to nine minutes long and that is the reason that
this composition is named Sonatina.
Milhaud used both neoclassic and twentieth century compositional styles
in his Sonatine for Clarinet and Piano. The twentieth century compositional
style contains bitonality, polytonality, dissonance and atonality. In his Sonatine
for Clarinet and Piano, Milhaud used every aspect of it. The forms of all three
movements reflect the neoclassical writing style. Also, thematic development
and the usage of ostinato phrases with an imitation technique is the mark of the
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neoclassical period compositional practice. Usage of polytonality and atonality
makes this piece closer to the twentieth century compositional technique than the
French neoclassical writing approach.
The beginning of the first movement of Sonatine for Clarinet and Piano
is in D major in the piano part and B minor in the clarinet part. Milhaud used
polytonal writing in the beginning of the piece. As one can see from the
beginning of the first movement, the opening motive in the piano part has an
ostinati rhythmic structure for the whole movement. After that, in measures 28 to
30, the usage of choromaticisim and isorhythmic passages appears in measures
53 to 56 between the piano and the clarinet parts. In this passage, Milhaud uses
polytonality by using three different tonalities at the same time; the clarinet part
is repeating A- flat, B Double flat and C flat continuously. The left hand of the
piano part is in D minor and the right hand is in E minor. The first movement
finishes in B minor the way that it started in the clarinet. The second movement
is in A-flat major and in ternary form. This form structure was mostly developed
in the classical period compositional style. From measure 16, Milhaud used
bitonality between the piano and the clarinet part; the piano is in E major and the
clarinet is in B major. However, in measure 54, the tonality ends up in A minor
and finishes in the same tonality. The third movement is through composed and
has similarities with the first movement. During the movement Milhaud used
bitonality and bi modality. The movement ends in the C major tonal area.
The Concerto for Clarinet and Orchestra is Milhaud’s last compositions
for the clarinet. This composition was written in 1941, while he was forty-nine
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years old and dedicated to the jazz swing clarinet player Benny Goodman. For
some reason, Goodman refused to perform the concerto. The premiere of the
concerto was in 1946 in Washington D.C. and played by Richard Joiner (19181999). Milhaud used a smooth rhythmic jazz ambience. It contains more
neoclassical elements than his Sonatine for Clarinet and Piano such as form, use
of less dissonance, harmonic structure and simple tonal shape. This concerto
contains four movements: the first two are fast and lively, the third is slow, and
the final movement is lively and quick.
The first movement of the concerto is in ternary form which was one of
the popular musical forms of the classical period and almost every other period
as well. Sonata Allegro form is the other closest form for the first movement of
the concerto. The first movement starts in the key of B flat and finishes in the
same tonality as it started. However, in measure 13, while the clarinet is in A
flat, the accompaniment is in G sharp. Milhaud’s use of bitonality is also seen
here. Nevertheless, Milhaud tried to avoid hard dissonance and atonality unlike
his sonatine. Overall, for the whole movement, Milhaus has used more ostinato
phrases and longer sentences than his Sonatine for Clarinet and Piano. The
second movement of the concerto has the same rhythmic structure from the first
movement of the concerto. The atmosphere of the movement is dance like and
starts in C major. Like the other movements, the second movement starts and
ends with the same tonality. The form of the movement again belongs to the
classical period form style: sonata-rondo (A-B-A’-C-A”). Between the sections,
Milhaud used smooth and uncomplicated tonal transactions such as chromatic
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motions, IV-V cadence. The third movement is the slow movement of the
concerto. Milhaud composed the movement in ternary form. The music of the
movement is highly fluid; it starts in A-flat major and ends in the same key.
From the beginning, he used bitonality by using B flat in the right hand of the
accompaniment and the left hand is in A flat, but then A flat tonal key becomes
clear in the accompaniment part. Regardless, Milhaud used his bitonality writing
to blur the tonality in his concerto. In comparison between his sonatine and
concerto, usage of bitonality, dissonances, polytonality and form styles of the
concerto these two pieces are stylistically different than each other. The fourth
movement of the concerto is in through-composed form. In the beginning of the
movement, one can see that the same ostinati rhythmic structure repeats and each
structure is imitating each other. The movement starts and finishes in an F major
tonality. Throughout the movement, the two main melodies between the clarinet
and the accompaniment parts build the main structure of the fourth movement.
Overall, there is no complex tonal changing during the movement. Even at the
end of the movement, in measure 91, the clarinet and the accompaniment parts
play their own melody together in the same tonality, F major.
After World War I, the composers tried to create a new style to
resuscitate the arts. Milhaud was the one of the composer of this time and he
developed and changed his style over time. Darius Milhaud composed his two
specific pieces in different time periods of his life. He composed his Sonatine for
Clarinet and Piano at the age of thirty-five and his Concerto for Clarinet and
Orchestra at the age of forty nine. Fourteen years difference in his life is
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extremely important; due to his writing style and since he combined different
cultures and ambiences into his music. His travels to many different countries
brought him new perspective for his music exhibition.
Both compositions contain a neo classical writing style. Also, his
Sonatine for Clarinet and Piano demonstrates some neoclassical elements.
However, when considering the harmony, rhythm and style of the piece, it is
hard to place his Sonatine for Clarinet and Piano as a neoclassic composition. In
a neoclassical sense Sonatine for Clarinet and Piano has classic form style, some
old writing styles such as ostinato, canon and rhythmic imitations. Harmonically,
it has tonal places, but in general Milhaud used bitonality and polytonality
writing. In a non-neoclassical sense; it has challenging rhythmic passages.
Milhaud also used bitonality, polytonality, bimodality, dissonance harmony, and
chromatic passages in his Sonatine for Clarinet and Piano intensely. Comparing
between Sonatine for Clarinet and Piano and Concerto for Clarinet and
Orchestra his difference in writing is quite clear. The differences between his
Sonatine for Clarinet and Piano and Concerto for Clarinet and Orchestra show
that, his latest compositions contain a more neoclassical approach than his early
compositions.
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